Correspondence Art of Ray Johnson." Journal of American Studies 49 (February 2015) , 55-75. [Examines "New York Correspondence School" artist Ray Johnson's 1987 Long Island performance called "Smile," which "both elevated and mocked Whitman's equally personal approach to the art and practice of correspondence"; in his performance, Johnson (1927 Johnson ( -1995 munched on peanut butter cups while reading Whitman's "thoughts on 'personal' correspondence" (as recorded by Horace Traubel), "much of which, in Whitman's case, consisted of what we might call romantic letters to young men," allowing Johnson to "call attention to questions of hidden, or coded, homosexual desire in Whitman's work [and] to its resonances with his own homosexuality": "By invoking Whitman and his thoughts on correspondence, Johnson was keen to respond to descriptions of him as 'Dada Daddy' to a younger generation of correspondence artists," and Johnson's "reappraisal of Whitman . . . [Argues that "the vision that Rukeyser drew from Whitman was largely a liberal corrective to the conservative elements she perceived in her family's community of German Reform Jewry," and that she adopted "aspects of Whitman's work to create a more democratic, socially informed, and inclusive America in general and Jewish America in particular," drawing from Whitman key notions about "the Bible, the prophetic voice, the intimate relationship between poet and reader, poetry's ethical role in society, the act of bearing witness, the contradiction of good and evil, 'courage and possibility,' and the body," all demonstrating "how a Jewish minority writer, in order to negotiate [her] position in America, turns to a non-Jewish American majority writer": "That Rukeyser employs Whitman, the representative American poet, to counter the influence of America on Jews, is an interesting paradox. A related paradox is that she employs Whitman, a non-Jew, to reinforce and redefine her Jewish identity, and therefore to become, in some sense, more [Chapter 3, "Whitman's Shrines" (55-82), examines how "Whitman's own efforts to control his literary legacy offer a case study in how the late nineteenth-century collected edition mirrored other death customs as a way of marking a dead poet's cultural prominence," and suggests how, in Whitman's case, "the corpse and the corpus were intertwined, each offering the author and his public a way to formalize the end of his life and career, to consecrate a specific site for public mourning, and to confirm the nature of his legacy as the life and works were together ushered into the larger culture"; goes on to delineate in detail "how Whitman projected two outcomes for the treatment of his body after death: one in which he was simply returned to the earth to become grass, and one which his body, elevated from the earth, would be enshrined in the artifice of a tomb," and analyzes how "these alternatives" became "intimately bound to different textual afterlives for Whitman-the organic, 
